The University of Southern Mississippi

The Aquila Digital Community
Master's Theses
Summer 8-2010

"Civilized My Syphilized Yarbles": Culture, Economy, and Deviant
Youth Subcultures in Anthony Burgess' A Clockwork Orange
Emily Joy Carpenter
University of Southern Mississippi

Follow this and additional works at: https://aquila.usm.edu/masters_theses

Recommended Citation
Carpenter, Emily Joy, ""Civilized My Syphilized Yarbles": Culture, Economy, and Deviant Youth Subcultures
in Anthony Burgess' A Clockwork Orange" (2010). Master's Theses. 463.
https://aquila.usm.edu/masters_theses/463

This Masters Thesis is brought to you for free and open access by The Aquila Digital Community. It has been
accepted for inclusion in Master's Theses by an authorized administrator of The Aquila Digital Community. For
more information, please contact Joshua.Cromwell@usm.edu.

The University of Southern Mississippi

"CIVILIZED MY SYPHILIZED YARBLES":
CULTURE, ECONOMY, AND DEVIANT YOUTH SUBCULTURES
IN ANTHONY BURGESS' A CLOCKWORK ORANGE

by
Emily Joy Carpenter

A Thesis
Submitted to the Graduate School
of The University of Southern Mississippi
in Partial Fulfillment of the Requirements
for the Degree of Master of Arts

August 2010

ABSTRACT
"CIVILIZED MY SYPHILIZED YARBLES":
CULTURE, ECONOMY, AND DEVIANT YOUTH SUBCULTURES
IN ANTHONY BURGESS' A CLOCKWORK ORANGE
by Emily Joy Carpenter
August 2010
This thesis utilizes Anthony Burgess' A Clockwork Orange to develop a new
discussion concerning the impact of the emergence of youth subculture on society in
England in the 1950s. Youth subcultures like the Nadsats and the Teddy Boys developed
a new style that undermined the social taboos, and in doing so, attempted to create a
sense of identity that was separated from their parents and existing forms of both high
and low cultures. However, instead of transcending these sources of authority and
identity, the language and style of these new subcultures actually only provided the
illusion of difference from society. Teenagers needed increasing amounts of money in
order to commodify their clothes and accessories and thereby "perform" their deviance.
Although they were using fash ion to deviate from their limited possibi lities as members
ofthe working class, they were financially supporting the class system that oppressed
them and were simultaneously creating a new market from which the corporate
executives and investors who made up the elite classes could expect to profit regularly.
Consequently, the youth subcultures, such as the Nadsats and the Teddy Boys, helped to
solidify the class structures they hoped to transcend.
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CHAPTER I
INTRODUCTION
First published in 1962, Anthony Burgess' A Clockwork Orange shocked critics
with graphic depictions of malicious and unprovoked crimes performed by young men on
innocent bystanders. These young teenagers formed gangs which beat, raped, stole, and
murdered every night in the streets of a dystopian London. Burgess' story of Alex and
his ' droogs', or friends, is based on the first highly publicized youth subculture known as
the Teddy Boys of London, who emerged during the middle 1950's. Although there is no
evidence to suggest that the Teddy Boys were in any way as violent as the Nadsats of
Burgess' dystopia, there was still an explosion of violence that accompanied their
emergence. The experiences and expectations of the Teddy Boys are captured through
the Nadsats' deviant stylizations in terms of language and clothing as well as violence.
The Nadsats' and Teddy Boys' inadvertent commodification of style helped to create a
new market of mass cultural goods and products that shaped the politics of class and
identity. Still, this novel's diffi cult, half Russian slang and vivid depictions of violence
have prevented the novel from achieving the same popularity as the other postwar
dystopian fictions. George Orwell ' s Animal Farm (1945), William Golding's Lord of the
Flies (1954), and Ray Bradbury's Fahrenheit 451 (1953) are all thoroughly discussed
through professional critical analysis, but A Clockwork Orange has not received the same
amount of critical attention. Even in the education system, Burgess' novel is largely
neglected. Other postwar dystopias are frequently required to be read in high school
classrooms, and while A Clockwork Orange may be occasionally studied by psychology
classes at the college level, it is rarely discussed in English classrooms at any level.
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Although the criticism is scant, it does have three distinct peaks, and these
coincide with the three maj or transformations that the story has endured since its initial
publication. Originally, the publication in England in 1962 contained twenty one
chapters, and the final chapter depicted Alex actively choosing to conform to a
conventional, law abiding lifestyle. However, when released in America the following
year, this final chapter was cut, leaving Alex as a dangerous psychopath without any
genuine development or evolution. More than a decade later, Stanley Kubrick adapted
the novel to film , causing a new wave of criticism to emerge. Like the American edition
of the novel, the film also elided Alex 's ultimate change through maturation. The third
and final change occurred in 1986 when Burgess' American editor agreed to rerelease the
novel in the British form , complete with the twenty first chapter. The critical
conversation surrounding the novel refl ects the wide disparity between the texts
published in England and America as well as the film adaptation by Stanley Kubrick.
This novel has received a constant, if limited, amount of published criticism between and
after these peaks in discourse, but the sum of the discussion may be disti lled almost
entirely into certain specific themes: the significance and symbolism of music, the
morality and ethics of free will, the aesthetics of the film adaptation, and the meaning of
the dialect or language.
Of all the themes that are explored in this infamous novel, the innovative use and
style of language utilized by Burgess has traditionally garnered the greatest amount of
critical attention. The Nadsat dialect is widely appreciated as a linguistic exercise of
interest if not genius among critics, and as such, it is analyzed in a myriad of different
ways. A. A. DeVitis, one of the first major critics of the novel, notices Burgess'
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admiration of Joyce as one of the foundations of the highly symbolic and onomatopoeic
1

language. There is some dissension concerning the similarity between Joyce and
Burgess, however; some critics, like Robert 0. Evans, focus less on Joyce's influence and
more on Burgess' failure to achieve the level of genius that permeates Joyce's linguistic
developments seen in Finnegan 's Wake .2 While Burgess greatly admired Joyce, he
suggested that the purpose of the dialect was not meant to be a simple study in Joycean
linguistics as much as it "was meant to muffle the raw response we expect from
pornography. It turns the book into a linguistic adventure. People preferred the film
because they are scared, rightly, of language".3 The question of literary influence was
typically addressed by critics immediately following publication and represents one of
the arcs of theme-based criticism.
Outside of the question of literary influences, many critics choose to develop the
discourse concerning language by discussing the purpose and meaning behind the
subtleties of the deviant dialect presented in the novel. Overall, critics embrace Nadsat as
a work of genius, suggesting that it performs several functions within the novel. Most
recently, Liberty Kohn has suggested that the language used in the book incorporates a
method of recognizing class and status not only within the ranks of the "droogs," or Alex,
4

Pete, Georgie, and Dim, but also within the greater society as well. According to Kohn,
the use of ' thee', 'thou', and 'you' in the novel imitates those forms used by Shakespeare
in that it instantly and clearly invokes a sense of superiority, inferiority, or familiarity
between the speaker and the listener. Other authors, like Kevin Windle in "Two Russian
Translations of A Clockwork Orange," have considered the nature of the publication in
Russia suggest that Burgess'
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primary concern is with aural effects in English, and their reception by a
readership unencumbered by a knowledge of his source. Burgess has written
elsewhere of critics who fail to ' read with their ears' and 'disdain the craft of
sound' and one of the Russian translations quotes Burgess on the ' purely musical
choice.' This being so, Burgess feels under no obligation to adhere to the literal
meaning of the vocabulary of that source. Meaning may, indeed, be irrelevant. 5
According to Windle, Burgess deliberately chose Nadsats words based on phonetics. He
chose words that would invoke an innate understanding within an English speaking
audience that would have no knowledge of Russian at all. Many other critics discuss
multiple variations in the language ' s use and origin, but they fail to suggest or
demonstrate that the dialect is a form of deviance from socially accepted and
conventional uses of English.
However, in my thesis, I plan to create a new discourse concerning this topic by
addressing the socio-cultural relationship that exists between language and youth
deviance. I will debate that the development of a deviant language or dialect is one of the
necessary attributes of the formation of youth subcultures. Youth subcultures like the
Nadsats and the Teddy Boys developed a new style of communication that undermined
the social taboos concerning language, 6 and in doing so, attempted to create a sense of
identity that was separated from their parents and existing forms of both high and low
cultures. However, instead of transcending these sources of authority and identity, the
language and style of these new subcultures actually only provided the illusion of
difference from society. In reality, the Nadsats were still speaking dominantly in English
and their style continued to reflect the patriarchical system at work in 1950's England.

5

Another major theme that has been analyzed by many critics is the relationship of
the ethics and morality of free choice as opposed to those of a controlling social system
that demands conformity to a single idea of acceptable actions, or Goodness. Burgess
acknowledges the presence of this theme of the novel in a short essay entitled "A

Clockwork Orange Resucked" by saying, "But the book does also have a moral lesson,
and it is ... ofthe fundamental importance of moral choice." 7 Critics like Carol Dix, A. A.
De Vi tis, and Robert Morris find this to be one of the most important debates initiated by
Burgess' novel. As the latter states, "the theme of the novel [is] the confl ict between the
natural and untainted Individual and the artificial and corrupt State." 8 Others condemn
the actions of Alex and his droogs absolutely and claim that there are limits to which free
will should be accepted or encouraged . In short, the problem of moral choice in A

Clockwork Orange has been thoroughly discussed by numerous critics from many
different perspectives, but the two major perspectives debate whether or not free choice
should be allowed or encouraged if it means that innocent people will suffer and die. In
the context of my analysis I will assume that free will is a necessity for equal izing the
class disparities and other forms of social oppression against which Alex and his droogs
rebel. However, I will also highlight the ways in which the morality of free choice opens
the way to immoral behavior. In turn, these deviant or immoral forms of behavior create
a barrier or boundary between the Nadsats and their host society's expectations, thereby
generating a new source of identity for the Nadsats.
The fi lm adaptation of A Clockwork Orange is the focal point of the largest wave
of criticism. The movie has received much more criticism than either the British or
American edition of the novel. Many of the themes that are discussed concerning the
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novel are also considered in relation to the film adaptation, and additional attention is
given to the cinematography, actors, costumes, and decor. Although the criticism
concerning specifically cinematographic aspects of the movie does not connect to my
novel-centered thesis, the criticism concerning the violence and other expressions of the
deviant youth- like hairstyles, makeup, and clothing choices-is directly related because
these are the elements that are used by youth subcultures to create a sense of identity and
distance from the dominant culture. By intentionally creating a new sense of style,
language, and clothing, the Nadsats are attempting to create a new sense of identity and
to receive recognition from the dominant culture. By seeking to define themselves
through expensive commercial objects, however the youth commodify their identity and
subsequently financially support the society from which they are attempting to deviate.
The main themes of criticism concerning this story revolve around language,
morality, and the film adaptation, but these critics fail to address many of the deeper
sociological and economic concerns that are blatantly discussed within the novel itself.
The changes in youth's morality and language represent the beginning of a form of mass
deviance by youth that resulted in the creation of youth subcultures. By using the
individual elements found in the extant criticism, I will seek to analyze A Clockwork
Orange in terms of the social and economic changes brought about by the Teddy Boys

and, subsequently, the Nadsats. The Teddy Boys emerged in London in the mid-1 950s
and was exclusively made up of working class teenagers. The Teds were the first real
youth subculture to emerge in England, and they were known for their violence and their
conscious attempts to challenge the conventional system of class and shock both the high
and low classes of England by adopting the style of dress and speech that the upper
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classes used during the Edwardian period. Although they were not trying to adopt the
contemporary manners of the elite, the Teddy Boys were still seeking to approximate
power through the commodification of clothes and accessories, and the Nadsats reflect
that same desire and motivation. Indeed, Burgess' novel, written before many of the
major sociological studies concerning youth were published, directly reflects the
ideologies of true youth subcultures. In order to demonstrate this point, I will rely on
Dick Hebdige 's seminal text Subculture: The Meaning of Style, a work which theorizes
the intentions and purposes of youth subcultures. By turning to Hebdige and other
similar sources, I can more closely poise the relations between the Nadsats and the Teddy
Boys and discuss the deviance that occurred in reality as the foundation for Burgess'
fictional dystopia.
I will begin my argument by suggesting that the youth subcultures we know
today- the punks, Goths, etcetera-only began to develop in the 1950s with an
economic boom that allowed both parents and teenagers in the working classes to accrue
of "disposable" income, money that could be used on new pleasures or luxuries like
televisions and radios. Following this idea, I will seek to show that the Teddy Boys, and
therefore the Nadsats, spent this newly di sposable income on goods that would allow
them to deviate as a community or subculture from their parents' culture. This deviation
took the form of different clothes, dialects, and accessories which culminated in a
representation of working class youth as either better than or separate from their parents
and their parents' limited social mobility. These newly formed youth subcultures were
attempting to form a new identity, one separate from the extant social system, which
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would allow them the freedom to create a classless identity that would allow them to gain
attention while being universally recognized.
In the second chapter, I will address the tensions present in the social hierarchy of
postwar England as presented in Anthony Burgess' novel. I will consider the way that
the Nadsats' symbolic dialect and government despotism combine to form a picture of
the class tensions and changes that were beginning in postwar England. Teenagers
needed increasing amounts of money in order to commodify their clothes and accessories
and thereby "perform" their deviance. Although they were using fashion to deviate from
their limited possibilities as members of the working class, they were financially
supporting the class system that oppressed them and crea!ing a new market from which
the corporate executives and investors who made up the elite classes could expect to
profit regularly. Consequently, the youth subcultures, such as the Nadsats and the Teddy
Boys, helped to solidify the class structures they hoped to transcend.
The dynamics of youth subcultures have been largely ignored in the critical
literature on A Clockwork Orange. By focusing on these dynamics, we can more fully
appreciate the socio-political and economic concerns which motivated Burgess' linguistic
experiments with the Nadsat dialect as well as develop a new discourse that considers the
cultural changes that youth subcultures developed in popular culture and teenage markets.
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CHAPTER II
THE VALUES OF DEVIANCE
Although Anthony Burgess' A Clockwork Orange continues to enjoy cultish
fame, it is largely forgotten by academic critics. Compared to other postwar dystopias
such as 1984, Lord of the Flies, and Animal Farm, relatively little has been written about
the novel. The majority of the attention that has been given to this work is turned toward
to Stanley Kubrick 's film adaptation. The novel 's graphic depiction of youth subcultures
engaging in violence and deviant sexuality may be the reason that the book is so
frequently overlooked, but I argue that these aspects of the novel are the very reason to
study it. In order to depict the style, preferences, and intentions of the violent " nadsats,"
or teens, Burgess draws from the subculture of the London Teddy Boys, who, to the
horror of adults, were followed rapidly by other equally violent and deviant youth
subcultures like the mods, beats, rockers, etc. The novel 's direct commentary on the
practices of these youths reflects the reaction that traditional, conservative, work-centered
adults had when faced with their postmodern offspring, responding to what they saw as
their chi ldren 's attempts to develop a sense of individuality by placing themselves against
the social mores currently in place. Moreover, Burgess' illustration of emergent youth
subcultures in terms of style, beliefs, and deviance precedes many of the sociological
studies that became cornerstones of the field. Burgess' vision, then, ceases to be a mere
dystopia or forewarning of doom and instead becomes a text that provides a new
perspective on cultural changes which resulted in a social revolution by and for youth that
continues to impact society today.
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I seek to demonstrate that even though the Nadsats are attempting to develop a
distinctive identity in and through their deviant style, this youth subculture is actually
conforming to the dominant social hegemony. In developing this idea, I will often turn to
Dick Hebdige's Subculture: The Meaning of Style. Specifically, I will use it to
discursively define deviance in the youth subcultures of the mid-1 950' s. Because of the
continuing importance of this work in the fi eld of subcultural studies and also because of
its contemporary relationship with Burgess' own work, Hebdige' s text will allow me to
read social significance from the novel's formal peculiarities, ultimately showing that
while the Nadsats attempt to create a new sense of identity that directly opposed to
mainstream culture and society, they subconsciously recreate the structure, values, and
mores of that very mainstream.

A Clockwork Orange, first published in England in 1962, is a dystopia that centers
around a youth subculture called the "Nadsats," which means "teen" in Russian.
Burgess, a master linguist, developed a half Russian, half slang dialect for the Nadsats
that he features throughout the novel. In this violent near-future England, young men run
the roads after dark, and the audience sees firsthand their love of violence, their thefts,
their rapes and beatings of innocent victims. With their odd clothes, unique manner of
speech, and their inordinate love for style, the Nadsats conform to the definition of a
youth subculture that revolves exclusively around violence and power. The narrator,
Alex, is a bright young sociopath who takes pleasure in maiming and even killing
innocent people, and throughout the novel, he directly addresses the audience when
telling his story- the story of a boy brainwashed by the government. Using the Ludovico
Technique, the government forced the vicious young hoodlum to act only in a way that
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would be deemed "good." After the procedure, however, Alex is turned loose and
subsequently beaten by the police and old men, unable to protect himself. After
attempting to commit suicide, the process is reversed, and Alex is allowed to go back to
his violent ways, which he does with relish. In the final chapter of the story, the
infamous Chapter 21 that was left out of the American version of the novel, Alex realizes
that he must now grow up and emerges from the violent deviance of youth. He will
accept the morality of the dominant culture, marry, and have children. Both Alex and the
gangs presented in this text conform to the standards of deviance and youth subcultures
that were created by the Teddy Boys, a gwup particularly fascinating to Anthony
Burgess. 9
In the years immediately prior to and during the composition of this novel, the
Teddy Boys emerged as the first spectacular 10 youth subculture to appear in England.
Spectacular youth subcultures, according to Dick Hebdige, deviated in ways that could
not be ignored by the dominant culture. These groups adopted radical styles of clothing,
dialects, and social mores that actively offended, disrupted, or upset members of the
dominant social hegemony and which gained instant attention. ' ' For instance, the Teddy
Boys typically wore clothing reminiscent of the elite classes during the Edwardian
period, and yet they were invariably descended from poor, blue collar workers; this group
adopted a manner of speech and clothing that reflected the classes which created the laws
and mores that govern society. Although this group approximated those powerful classes
which controlled the creation of laws and mores, the rate of violent crime perpetuated by
young men between the ages of fourteen and twenty-one doubled in England after their
appearance on the streets. 12 A Clockwork Orange borrows from the Teddy Boys' style of
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clothing and deviance in order to represent the Nadsats. As John Cullinan states, "A

Clockwork Orange is a dystopian novel of the near future in which an England of
strongly socialist tendency is terrorized by teenage gangs dressed in the fashion of
London's 'Teddy boys' ofthe early 1960's."

13

Cullinan notes here that the Nadsats may

be directly linked to the Teddy Boys through fashion but, more importantly, that the
Nadsats and the Teddy Boys also have the same motivation for their tendency toward
violent crime. The Teddy Boys were fighting against conformity to a society that they
believed marginalized them and denied opportunity for class mobility. Focusing on this
new youth subculture and their feelings of rejection and subsequent deviance, A

Clockwork Orange deals exclusively with those from working class backgrounds who,
like the Teddy Boys, attempt to act on their disillusionment with a rigid social system that
both marginalizes them and erases their sense of individual distinction. This expression
of disillusion and search for distinction is reflected in the development of a deviant and
aggressive mass culture.
Given that there is some controversy about whether youth subcultures are a
relatively new social phenomenon, I will rehearse the main points of research on this
subject before proceeding. Many critics and theorists have echoed the claims made by
Hebdige that "true" youth subcultures did not emerge until shortly after World War II,
approximately the same time that Burgess penned and published A Clockwork Orange. 14
The necessary changes in society that nurtured the development of youth subcultures
occurred after the Industrial Revolution, when an attempt to separate the responsibilities
and functions of children from adults was made with the development of laws concerning
child labor in England. 15 This trend continued with the introduction of further laws to
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protect childhood and young adulthood both in England and the United Stated
immediately prior to World War I. Following the War, we see the beginnings of youth
subcultural activity that was made possible by the new laws and the movement to allow a
period of freedom from responsibility for children and young adults following the horror
of the war. For example, the flapper subcultures were typically depicted as young
women rej ecting the traditions of their parents. However, many historians now argue that
older generations were also participating in the merry postwar atmosphere of the Roaring
Twenties and that the youth of the 1920s were usually gainfully employed. 16 Both of
these facts would preclude the flappers and similar '20s subcultures from being a true,
deviant form of expression limited only to the highly transient period of the teenage
years. Following World War II, however, Steven Mintz argues that a true time of
"youth" was established-a point after childhood that does not hold the same
responsibilities as adulthood but still maintains an expanded sense of freedom from
childhood. 17 Instead of emerging from childhood into an active, working, responsible
adolescent-adulthood in which one was expected to make responsible decisions for the
good of their family, children were expected to finish high school and not necessarily to
be employed during this new extended time of freedom . These conditions enabled the
development of youth subcultures like the Teddy Boys of England during the mid-1 950s.
This group was not only trying to express itself in new ways; its members were also
actively rebelling against the beliefs and expectations of their parents by attempting to
create a sense of individuality and empowerment through their deviant decisions
concerning seemingly mundane material objects or forms like clothing and speech. 18 The
Teddy Boys and similar, later movements were typically made by working class boys
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who, unlike their parents, were likely to be unskilled laborers with no chances of gaining
access to higher education. Youth subcultures, then, erupted into existence in the years
following World War II, and the very fact that these previously unknown subcultures
exploded onto the scene in London with a sudden, new ferocity is likely the sole source
of alarm which disturbed the older generations who had never before seen anything like
the sudden and remarkable violence that was not limited to individuals or small groups.

19

The media panic, then, that developed in England during the late 1950 ' s was
directly related to the sudden rise in violent crime caused by the emergence of the Teddy
Boys. As Arthur Marwick states, "the annual rate of violent crime in England nearly
doubled between 1955 and 1960"?0 This sudden and dramatic increase in crime was
directly linked to the uneasy youth, and because people had no prior experience with
these "spectacular" youth subcultures, they could not discern where the trend of violence
would end, or if, indeed, it ever would. Headlines in newspapers across England- "King
of the Teddy Boys to Be Sentenced," "Jungle in Classroom," and " Youth with a Chip on
Its Shoulder"-appeared on nearly a daily basis in papers like the London Times, and the
violence performed by these youths frequently made the front page.

21

In response to

public fear, politicians were considering extreme limitations of individual freedom in
order to bring about peace and order in their nation. One British politician advocated the
use ofB. F. Skinner' s new models of behavioral conditioning to limit, control, or
alleviate negative teenage behavior.

22

Burgess, then, was clearly interested in and aware

of the current events and politics that were at work during the time that he was writing
and publishing his novel, and these issues- free will, government control, and
deviancy- which are frequently discussed with subtlety and alacrity in A Clockwork
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Orange, are the same concerns that were at the forefront of British consciousness at the
time of its initial publication.
This novel and the ideas conveyed therein are in part an expression of fears that
older, middle and upper class individuals would experience when faced with the
beginning of seemingly unstoppable working class youth subcultures. Despite the fact
that shop owners refused to hire those wearing the Teddy Boy outfits or that police
atTested those caught breaking the law, the Teds continued to thrive and exist, and new
subcultures even began to emerge. These aggressive young people defied not only their
"place" as the lowest class members of society, but also all levels of authority- their
parents and the predominant social expectations of both youth and class rankings. There
are even reports in the London Times of Teddy Boys opening fire on a police officer on
May 9, 1956, a rarity in a nation where guns are banned to the general public. These
forms of violence caused wide spread panic, which Burgess mirrors in his novel by
frequently alluding to the fact that the teenagers ruled the night and that adults, the aged,
and even the police were cautious about venturing out into the evening for social or
business purposes. As Alex, the novel's protagonist, states, "You never really saw many
of the older bourgeois type out after nightfall those days, what with the shortage of police
and we fine young malchickiwicks about, and this prof type chelloveck was the only one
walking in the whole of the street." 23 The deviance of the Teddy Boys was reflected in
the actions and styles of the Nadsats, and their deviance began, as Hebdige puts it, on the
level of symbolic rebellion?

4

When the Teddy Boys emerged as a distinct and violent faction of society,
political and legal authorities were astonished because a rebellion made by youth had
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never before reached levels of this proportion, magnitude, or ferocity. Although
individuals or small groups of adolescents had rebelled against certain forms of authority
in the past, these new youth subcultures could not be ignored- indeed became
"spectacular"- precisely because oftheir dramatic fashion and the waves of violence that
accompanied their arrival in England. Whereas the typical process of maturation
involves rebelling against parental control, this process must not be confused with the
more spectacular25 deviance of both the Teddy Boys and the Nadsats. Whereas the
typical adolescent does struggle for power and independence, the new youth subcultures
meant to cause an active change in society: "As a symbolic violation of the social order,
such a movement attracts and will continue to attract attention, to provoke censure and to
act, as we shall see, as the fundamental bearer of significance in subculture."

26

In other

words, youth subcultures gain recognition and a sense of power and dominance by
causing panic in older generations when they illustrate, or spectacularly signify, radical
deviance. Neil Nehring supports this view, writing that
During the period ofthe work of Colin Mcinnes, Anthony Burgess, the Rolling
Stones, and the Sex Pistols 1958- 1978, subcultural groups arrived at a conscious
understanding of the anarchistic possibilities in appropriating and recasting "high"
art .. .In their use of literature, moreover, youth subcultures indirectly undermined
"cultural capital" in Pierre Bourdieu's terms, the elite academic fi at exercised in
aesthetic value judgments on mass culture. Postwar English culture provided
Raymond Williams with more than sufficient reason to assert, in Marxism and

Literature, that ' no dominant culture ever in reality includes or exhausts all
human practice, human energy, or human intention,' as embodied in 'emergent,'
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oppositional cultures. The increasingly sophisticated use of literature in youth
subcultures which formed around rock and roll music-specifically the mods and
punks-confirms that oppositional cultural practice in everyday life has been and
continues to be eminently realizable under late capitalism.
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Nehring's quotation addresses the purpose of the Teddy Boys and subsequently the
Nadsats in actively choosing to appropriate items that once belonged only to the elite
classes. By adopting posh dinner j ackets and a speech pattern that was distinctly "high
class," the members of this youth subculture do deviate from their parents' and society' s
expectations.
The Nadsats' adoption of new styles of clothing and language is not simply a
superficial moment of defiance. This action reflects the violent change within youth that
first occurred in the early 1950's and illustrates a deviant drive for recognition that was
first expressed by the Teds and fictitiously continued by the Nadsats. Almost a decade
after the publication of the novel, Dick Hebdige would support its inherent claims that
youth subcultures used the motifs of clothing and language to gain recognition as
empowered individuals. As Hebdige states, the emergence of youth subcultures
has signaled in a spectacular fashion the breakdown of consensus in the post-war
period .. .Its transformations go 'against nature', interrupting the process of
'normalization' . As such, they are gestures, movements towards a speech which
offends the 'silent majority', which challenges the principles of unity and
cohesion, which contradicts the myth of consensus.

28

Instead of continuing to conform to a system that would only allow them limited social
mobility, the Teddy Boys and the Nadsats demanded to be noticed and declared
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themselves individuals of worth, status, and power by deviating from inherited modes of
dress and language. Burgess' main character, Alex, along with the other Nadsats, reflects
this movement of rebellious working class youth who inadvertently begin their deviance
at the " level of signs. " 29 In doing so, however, they tend to recast the structure of the
dominant hegemony in a different guise.
Alex, like all of the other Nadsats, has a particular fascination with style especially in terms of clothing- that allows readers an insight both into emergent youth
subcultures and also into the way that they were perceived. Instead of clothing that
illustrates the desire for employment, resp·ectability, and traditional class standing, the
clothing of Alex and his droogs ' expresses their singular desire to deviate against the
expectations of respectable society. Although some might argue that the importance of
style to Alex is different than that of his peers because of his love for certain aspects of
high culture like art and classical music, the love of style is a common aspiration for all
Nadsats, even if it is not always gratified. They all try to conform to their subculture's
idea of high fashion by wearing the same garments; none of the Nadsats are described as
wearing outdated fashions or old "platties" by Alex, and coming out of fights "cool and
whole" was important to both Pete and Georgie as well as to Alex. 30 Indeed, Hebdige
argues that style is the defining aspect of "spectacular" youth subcultures. 3 1 The style of
speech, clothing, and action are of utmost importance to the youth participating in
subcultural activities, a fact clearly reflected in the Nadsats' identical uniforms.
Ironically, in trying to create a sense of individuality by distinguishing themselves from
the low classes into which they were born, youth subcultures still lose individuality by
conforming to the expectations of other members in the group. Thus the "dialect" and
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clothing mediated by style are markers of distinction even as they signal uniformity.
Although Alex notes that adults, children, and outsiders occasionally understand the
dialect, he only recognizes those who actively deploy it.
Hebdige echoes this fact by mentioning that each subculture has its own style that
must be adhered to in order to obtain membership:
The challenge to hegemony which subcultures represent is not issued directly by
them. Rather, it is expressed obliquely, in style. The objections are lodged, the
contradictions displayed ... at the profoundly superficial level of appearances: that
is, at the level of signs. 32
This expression of deviance through style may seem superficial and slight, but it cannot
be overlooked when enough people deploy. In order to actively challenge the dominant
hegemony, then, the youth had to conform to a new social more, code, and style. Young
men and women alike signify their membership through their style, and this display
immediately places them in certain positions of defiance within the social hierarchy of
the dominant culture. At the end of the novel , Alex greets his old friend Pete as his
"droog," and addresses him in conversation by using their slang and dialect, but he no
longer includes Pete or his new wife Georgina in the subculture despite Pete's previous
affiliations. 33 Pete is clearly no longer a member because he wears "an ordinary day
suit." 34 In order to be a Nadsat, then, one must first be immediately recognizable as such;
a declaration of intention and purpose must be made immediately in order to be accepted
in the subculture.
Alex illustrates the importance and influence of style in clothing by lengthily
describing the mode of dress necessary for men to gain admission into the Nadsat culture:
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The four of us were dressed in the heighth of fashion, which in those days was a
pair of black very tight tights with the old jelly mould, as we called it, fitting on
the crutch underneath the tights, this being to protect and also a sort of design you
could viddy clear enough in a certain light. .. Then we wore waisty jackets without
lapels but with these very big built-up shoulders ("pletchoes" we called them)
which were a kind of mockery of having real shoulders like that. Then, my
brothers, we had these off-white cravats which looked like whipped-up kartoffel
or spud with a sort of design made on it with a fork. We wore our hair not too
long and we had flip horrorshow boots for kicking. 35
Here we see the nature of the Nadsat style, a " look" so important that Alex describes it in
minute detail. The symbols of class dominance, such as cravats, are not matched with
hose of physical dominance, such as exaggerated shoulders and heavy boots. So in order
to be included in Alex's group or to be a part of the collective "we" that he so frequently
mentions, one was first compelled to invest in the attire, which was expensive enough
that the parents of working class youths like Alex simply could not afford to buy it. As
Alex casually mentions, the women's wigs alone would cost "three or four weeks of
those sharps' wages."36 Even more problematic is the fact that few young Nadsat males
in this novel ever possess a job. So instead of relying on their parents, jobs, or other
traditional means of earning a living, they steal in order to become members of the gang,
or in order to afford the token of membership-clothing. Acceptance into the Nadsat
world, then, involves not only conformity, but also active engagement in criminal
activity.
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Before leaving this issue of style, I want to note that there are at least two levels
on which to analyze it. First, I will consider how the chosen style signified deviance for
members of the Nadsat group, and then I will consider the ways in which this style was
commodified by the youth subcultures. Although Alex takes a great deal of pride in his
looks and clothes, Burgess, through the often ludicrous styles that the Nadsats adopt,
provides the audience with the opportunity to see how ridiculous this movement of youth
actually is. For example, the idea that women would paint their mouths wide and wear
brightly colored wigs is humorous, as is having a cod piece with a clown's face on it. As
the Nadsat style evolves throughout the novel, it becomes even more ridiculous. After
Alex is freed from his incarceration and the effects of the Ludovico technique, the
clothing style is described as consisting of
very wide trousers and a very loose black shiny leather like jerkin over an opennecked shirt with a like scarf tucked in. At this time too it was the heighth of
fashion to use the old britva on the gulliver, so that most of the gulliver was like
bald and there was hair only on the sides. But it was always the same old nogasreal horrorshow bolshy big boots for kicking litsos in .. .At the counter were three
devotchkas dressed in the heighth of nadsat fashion, that is to say, long uncombed
hair dyed white and false groodies sticking out a metre or more and very very
tight short skirts with all like frothy white underneath. (207-8)
The style for both young men and women here would be excessive to Burgess or to adult
members of the dominant culture, but to Alex, this is the "heighth of nadsat fashion" and
serves to create a sense of difference from the masses of"pitiable starry." 37 Although the
fact that Burgess exaggerates styles in this way may be a commentary on his views of
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youth and youth subcultures/ 8 there is also another level of interest for those seeking to
analyze deviance within this novel. This discrepancy-the perceived ridiculousness of
the Nadsats' clothes juxtaposed to the youth subculture's seriousness concerning their
particular style- is actually what the Nadsats are seeking. As a youth subculture, the
Nadsats are attempting to shock the majority of society. By choosing something that
their parents and other adults would consider outrageous, the Nadsats achieve two ends,
both of which reflect Hebdige's necessary conduct for youth subcultures. First, they are
immediately noticed by the dominant culture as members of the deviant subculture, thus
gaining membership into the Nadsat stereotype as mentioned earlier. Second, they
actively offend the main culture's sense of aesthetics with their reinvention of style and
choice of clothing, and this offense is one of the major goals of any deviant group. Like
the Teddy Boys, the Nadsats are distancing themselves from their parents' culture by
attacking their values and aesthetic opinions. Both the Nadsats and the Teddy Boys
intentionally create a new alternative hegemony by adopting styles that shock the
dominant culture.
Nadsat style is therefore not only expensive and prompted by deviance; it is
immediately discernable and indicates of the nature of the subculture. Alex's description
of style implicitly states that the ideology of the Nadsats reflects a kind of artificial and
malignant masculinity. The built-up shoulders and cod pieces are both clearly symbols of
bloated masculinity; they draw attention to masculine features by enhancing the size and
importance of both. Similarly, the combination of close fitting tights and high waisted
jackets would clearly cause attention to be drawn to the genital area, especially because
they are wearing size-increasing padding. This style, with the pictures on said "jelly

23
moulds," is distorting natural masculine characteristics to inhuman proportions, creating a
new kind of primitive, brutal masculinity. The result of this fashion is that the male
Nadsats' silhouette would be out of proportion and suggestive of extreme power. This is
a silhouette meant to impose fear in the viewer's subconscious because of the implied
dominance that the silhouette provides. Finally, the boots are directly linked to violence
by Alex himself. He claims that they are for "kicking," and the Nadsats do regularly kick
all of their victims, especially the innocents. Altogether, this fashion is saturated with the
symbolism of domination and violence, and is appropriate considering the actions
performed by this particular group. Through their deviant style and clothing, the Nadsats
illustrate their membership in a youth subculture that desires to gain power, and they take
power from those participating in the "silent majority" by engaging in intimidation and
extreme violence. In short, these young men are attempting to take power from the
majority by offending and shocking them.
Burgess' description of the form of"masculinity" adopted by the male youththat of bloated power and dominance- is equally reflected in the highly sexualized garb
of the women and the limited part they play in the novel. Women do not have significant
roles, but their absence is just as telling as their presence could have been. Alex's
description of women will help to clarify this idea. As he observes, they are
dressed in the heighth of fashion, too, with purple and green and orange wigs on
their gullivers, each one not costing less than three or four weeks of those sharp's
wages, I should reckon, and make-up to match (rainbows round the glazzies, that
is, and the rot painted very wide). Then they had long black very straight dresses,
and on the groody part of them they had little badges of like silver with different
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malchick's names on them-Joe and Mike and suchlike. These were supposed to
be the names of the different malchicks they'd spatted with before they were
fourteen. (5)
These women are highly sexualized, and because they are almost exclusively looked
upon as objects by Alex and those around him, they have very little autonomy. Indeed,
the only woman with significant lines in the entire story is the old woman who owns the
Manse, a member of the elite class who, incidentally, is described as " fierce like a man"
and is murdered by Alex. 39 Instead of attempting to include women of their subculture in
the theft and violence that serves as a foundation for the Nadsats, Alex and the other
young men constantly perform the "old in out in out"40 on them, using them as a resource
to fulfill the male's violent sexuality. Therefore, the sexual outfits taken on by the
women fit with their accepted place in the subculture. The Nadsat males are clearly
seeking others of their gender to join their gangs and to, in their own way, forge
friendships with, but these young men are not cultivating meaningful relationships or
even gang partnerships in which women are considered equal. Consequently, the style of
Nadsat womanhood is not that of dominance and violence, but rather of sexual
performance and submission. These young women engage in their own sexualization by
dressing in certain styles of clothing and also by encouraging the young men to
approach. 41 Sexuality is an active mode of deviation for young women during a time
when birth control did not exist and promiscuity was not sanctioned by the mores of
society. Although the young Nadsat women might have believed that they were
successfully deviating from the restraints placed on women by society, they were actually
conforming to them, just as the young men were. Just as women during the 1950s and
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early 1960s were marginalized through their subjection to male dominance, so were the
women belonging to these youth subcultures being dominated and disenfranchised. The
young women embrace their sexuality because society denies or looks down upon this,
but they are still being used and commodified by men. They do not gain a sense of
identity or self-respect from their encounters with the male Nadsats; instead, they are
objectified just as much as the pin up models of this era. Like the young men, the women
may believe that they are deviating and gaining some sense of independence and identity
through their actions, but in reality, they are simply reasserting the pattern of male
domination and female subjugation that existed in society during the 1950s in their
subculture.
Now that we have considered at length the importance of style in the Nadsat
youth subculture, I want to more thoroughly consider the use of language as a deviant
strategy. The corruption of language demonstrates the Nadsats lack of compliance with
the approved method of discourse sanctioned and used by the majority of the population.
Further still, it is a means by which the Nadsats' attempt to separate themselves from the
society that conforms to said rules. According to Saussure, "[Language is] of all social
institutions, the least amenable to initiative. It blends with the life of society, and the
latter, inert by nature, is a prime conservative force. "
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As Saussure sees it, there have

been major shifts in language, but it has traditionally been a part of society that is least
open to change. Hebdige speaks to the deviant nature of such change when he states that
Notions concerning the sanctity of language are intimately bound up with ideas of
social order. The limits of acceptable linguistic expression are prescribed by a
number of apparently universal taboos ... Predictably, then, violations of the
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authorized codes through which the social world is organized and experienced
have considerable power to provoke and disturb.43
From this quotation, we may surmise that language is one of the indicators of class and is
.a function prescribed by the elites. Language, then, along with physical appearance, is
necessarily one of the key elements of deviance for both the reality of the Teddy Boys
and the fictional world of A Clockwork Orange. Indeed, Hebdige supports the
assumption that the Nadsats and the Teds are actively breaking a social code when he
notes that "spectacular subcultures express forbidden contents (consciousness of class,
consciousness of difference) in forbidden forms (transgressions of sartorial and
behavioral codes, law breaking, etc.)."44 The Nadsats highly stylized dialect is definitely
different from that of the class into which they were born. Moreover, the Teddy Boys
modeled their speech patterns after those of the higher classes in an attempt both to
appropriate some of the power of those classes and to force a consciousness of class onto
their audience. 45
In addition to the English-Russian dialect used almost constantly throughout the
novel, the Nadsats also adopted the less flamboyant dialect used specifically by the
Teddy Boys. Alex's "gentleman's goloss," as he calls it, is used to deceive those victims
who are not members of their subculture. In other words, the Nadsats assume a stilted
version of what is considered a "cultured" or high-class language, much like their
realistic counterparts, the Teddy Boys. Therefore, both groups' choice of dialect is
particularly controversial because of the inherent criticism of class structures that this
image evokes. As children of the working class, members of these youth subcultures
would have incredibly limited access to higher education or social mobility. The Teds
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and the Nadsats were trapped by their social status, but they were attempting to gain
recognition and power despite the repressive cycle they were born into by making
radically deviant choices concerning their clothing and speech. These deviant choices
helped to distinguish or separate them from the dominant culture that they felt unfairly
hindered them. By attempting to adopt a gentleman's dialect, the Teds were going
against the "normal", traditional values and expectations of their families; they were
rebelling against the social norms that worked to keep them on the bottom tier of society,
as well as against the resignation of their parents to their own inherited limitations. 46
The Nadsats, who in so many ways resemble the Teddy Boys, are also seeking to shock
the dominant culture and gain a sense of power and independence by separating
themselves violently by clothing and language.

It really should be noted, however, that whereas the Nadsats are rebelling against
the powers that worked to oppress them, they do not attempt to raise themselves within
their current social hierarchy; rather, they opt to mock it. Alex himself may admire the
power that the Minister of the Interior has when he notes that the latter's "suit was
absolutely in the heighth of fashion", but ultimately, he sees his daily actions as a
personal decision that allows him to enjoy himself to the fullest. When Alex uses what
he calls his "gentleman's goloss" especially he is attempting to worm his way into
" normal" people's confidence so that he can use them. Every time he uses standard
English, it is to attempt to gain an undeserved favor--entry into someone ' s home where
he rapes and destroys, entry into a home where he murders, and an attempt to escape
from being put in a federal penitentiary. When attacking the owners of the home that he
and his droogs break into outside of London, for example, Alex gets into the young
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lady' s confidence by using his 'gentleman's goloss'; he mentions this fact directly when
he says, "then it was only a matter of me putting in the old rooker and undoing the chain,
me having softened up this devotchka with my gent's goloss, so that she hadn't shut the
door like she should have done, us being strangers of the night." 47 Alex deliberately uses
the social implications of language in order to shape others' opinions about him. He
actively uses language to address his need to escape from one social situation and to enter
another.
Both men and women, however, are driven by a singular need to conform to the
styles adopted by their peers, and so do not actually create a society wherein individuals
may be recognized or empowered. Put differently, the clear separation between the
Nadsats and everyone else in England created a false sense of individuality for the
Nadsats. Although they saw themselves as separate and different from people like their
parents,
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they were actually conforming to a social system that was even stricter than

that of the dominant culture. This need to conform to a social structure allows them the
semblance of individuality from the dominant culture but also means that they are still
conform ing a set of cultural rules. Although this duality of deviance and conformity is
largely discussed by Hebdige, I seek to demonstrate that the social mores adopted by the
Nadsats are a direct representation of the rigid social structures and expectations and even
support those structures that are already in place.
Both the Teddy Boys and the Nadsats invested large sums of money in their
clothing,
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and this financial excess only went, in turn, to support the capitalist state in

which they were living and wh ich, ironically, worked to keep them on the lowest levels
of the social ladder. By creating the teenage market, the Nadsats are actively investing in
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identity-they are buying their deviance. However, the dominant class profits by this
investment because, ultimately, it receives the dividends of this deviance as monetary
assets. In order to continue to shock and awe the dominant culture the Nadsats must
continue to invest in new styles, new clothes, to make new changes, and all of these
changes only continue to increase the profit received by corporate investors.
Consequently, the Nadsats, even in their deviance, are creating a market that encourages
and supports the rigid class structure that they are trying to escape.
This adoption of rigid social structures is re-deployed at the level of gender. The
Nadsats formed an almost exclusively male culture that sought to dominant women and
outsiders. So alth~ugh the superficial differences in clothing and language seem to
suggest that they are completely new and different, this subculture is actually only a
reflection of the rigid class and social structures. Women, as seen above, were limited in
their abilities to join the gangs and were absolutely uninvolved in the violence performed
by the Nadsats. Instead, they were objectified, sexualized, and used. The male Nadsats
also conformed to specific gender roles that reflected those of postwar England. The
young men were allowed the dominance of violence but were not allowed the luxury of
emotion or sympathy for others as seen by their ability to carry out their heinous acts of
violence. The Nadsats are also exclusively white, and only one mention of race enters
the entire novel when Alex notes a black singer from America in on television. Youth
subcultures embraced the values and mores of the current social system by reinstating the
gender roles and racist inclinations of the dominant hegemony. In recreating this social
system, the Nadsats made only one change- they made themselves the dominant force.
In short, the Nadsats failed to create a new cultural paradigm or sense of identity, and,
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consequently, they were ultimately conforming to the system from which they were
trying to escape.
This novel provides audiences with sometimes subtle but always politically
charged commentary on the nature and function of society in capitalist, socialist, and
communist governments, and although these differences will be exacerbated and
discussed in detail in the following chapter, the discourse of deviance and changing
perceptions of both youth and adults begs a discussion of the nature of the change that
Burgess portrays. P.R. Deltoid, Alex's probation officer, discusses the typical adult's
questions concerning this change from obedient children to unmanageable youth:
What gets into you all? We study the problem and we've been studying it for
damn well near a century, yes, but we get no farther with our studies. You' ve got
a good home here, good loving parents, you've got not too bad of a brain. Is it
some devil that crawls inside you? (45)
Here, then, the audience clearly sees the confusion caused by the newness of this mass
deviance of youth subcultures; Deltoid implicitly contrasts expectations that the dominant
culture has for youth with their reprehensible violence. Despite the fact that Alex's
parents provide him with a stable upbringing that should allow him to become a
responsible, well-adjusted citizen, Alex and his droogs are raping, murdering, and
thieving. Alex responds to the concerns of the dominant culture thus,
But, brothers, this biting of their toe-nails over what is the cause of badness is
what turns me into a fine laughing malchick. They don' t go into what is the cause
of goodness, so why of the other shop? If lewdies are good that's because they
like it, and I wouldn ' t ever interfere with their pleasures, and so ofthe other shop.
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And I was patronizing the other shop. More, badness is of the self, the one, the
you or me on our oddy knockies, and that self is made by old Bog or God and is
his great pride and radosty. But the not-self cannot have the bad, meaning they of
the government and the judges and the schools cannot allow the bad because they
cannot allow the self. And is not our modern history, my brothers, the story of
brave malenky selves fighting these big machines? I am serious with you,
brothers, over this. But what I do I do because I like to do.50
Here we see Alex addressing his rebellion directly. He asserts that he is fighting the ' big
machines' of the government, judges, and schools-those institutions that represent and
actively reinforce the social mores of a nation. Alex does not realize that he is
perpetuating the ideals of the patriarchy and capital (or class division) through his
oppression of women and his financial support of the current hegemony. Although
Burgess and Hebdige both see the foundations of youth subcultures correctly-or, at the
very least, in a manner that has been upheld as correct in even the most contemporary
studies- the two authors disagree in that Burgess does not find an innate value in the
rebellion of youth, and he illustrates this by placing his novel in a dystopia. Burgess and
Hebdige both, however, note that most youths outgrow their deviance and become
productive members of society; Burgess grants this knowledge to his readers when he
states, through Alex, that, " Youth must go, ah yes ... [youth is] like one of these malenky
toys you viddy being sold in the streets, like little chellovecks made out of tin and with a
spring inside .. .it itties in a straight line and bangs straight into things bang bang and it
cannot help what it is doing." 51 Adolescence must, by nature, be described as a highly
transient period because it exists in between childhood and true adulthood; youth
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subcultures, the newer development of the more individualistic phase of adolescence, can
be defined by adolescents' communal desire to deviate from the norm. Their motivation
is to shock, to attack, to deliberately undermine their parents' culture and all that it stands
for. 52 Deviance, then, must be one of most prominent concerns, and there is no doubt that
Burgess portrays deviance in transient states of adolescence and youth subcultures
thoroughly in his novel. Alex may believe that he is only doing what is " in his nature,"
but his intentional mockery and dismissal of his elders at the beginning of the novel and
his subsequent adoption of their views and acquiescence toward their beliefs would
suggest that he is, in fact, acting in defiance of their views instead of expressing an innate
character trait that he happens to possess. Burgess' novel directly suggests that both the
adults and the subcultures do not actually understand the true reasons behind the
rebellion, and that thi s lack of understanding is the true reason behind the panic inspired
by of youth subcultures in London at the time that this book was published.
In conclusion, A Clockwork Orange is an accurate portrayal of the tensions
concerning the creation of youth subcultures in the 1950s and 60s, and although many
aspects of this book may seem extreme or caricatured, Burgess' dystopia capitalizes on
the real and abiding panic felt by adults as they watched their children become
increasingly disrespectful and violent. Burgess' novel accurately portrays the
development of previously unseen "spectacular" youth subcultures with an exceptional
and almost prophetic understanding of their class struggles, and the misogyny and
discrimination around which they cohere. Although adolescent individuals have always
strived against the controlling forces in their lives in an attempt to gain the power
possessed by others, the joining together of these adolescents into effective groups that
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actively and successfully attack the expectations and goals of those dominant forces was
entirely new. The Teddy Boys and the Nadsats struggled against their assigned place in
society and, through their deviations of clothing and language, hoped to achieve
recognition, a sense of empowerment, and individualism. However, they merely
recreated the structure of the dominant culture in England, and by embracing a patriarchy
and creating an almost exclusively male youth subculture, the Teddy Boys and the
Nadsats failed to achieve a true individualism. Instead, they merely reflected the
problems of the socio-economic structure that they were trying to escape.
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CHAPTER III
THE VALUE OF REBELLION
The second chapter of this thesis analyzes the social and political concerns
surrounding the development of radical youth subcultures in the 1950s and then
investigates why and how Burgess critiques them in A Clockwork Orange. Specifically,
it links the Teddy Boys' obscenity, violence, and anarchy to the Nadsats of A Clockwork
Orange by focusing on the symbolism of the physical manifestations of the Nadsats'
deviance (and that of the Teddy Boys on whom they are based).
This chapter will expand on this discussion by questioning the value and success
of the Nadsat rebellion. A Clockwork Orange directly questions the abi lity of youth to
have a meaningful rebellion against either their parents or society; in fact, the novel
suggests the Nadsat rebellion altogether lacks any form of higher purpose. Burgess's
story undermines the Nadsat rebellion throughout by subtly implying that it lacks
originality, understanding, and competence, and this critique is waged most trenchantly in
the final chapter of the novel.
Despite the fact that Burgess is the creator of the Clockwork universe, however,
other representations of the story illustrate more vividly the social dynamics at work in
this era. When first released in England in 1962, the novel had what Burgess calls a
"symbolic" twenty one chapters; as he says, "2 1 is the symbol of human maturity, or used
to be ... The number of chapters is never entirely arbitrary. Those twenty-one chapters
were important to me." 53 However, when published in America, the novel only contained
twenty chapters. Only two differences existed between the British and American
versions of the novel: first, the final chapter had been cut, according to Burgess, by his
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American editor, and second, a glossary was added to facilitate the reader's progress
through the first pages ofNadsat-rich language (vi). Although these changes may seem
minor- after all, a mere thirteen pages have been excised from the original material and a
glossary couldn' t hurt- the novel's meaning, intention, and purpose were irrevocably
changed because the entirety of Alex's character development is housed in the final
chapter. Burgess acknowledges the importance of the events of the final chapter by
writing:
The twenty-first chapter gives the novel the quality of genuine fiction, an art
founded on the principle that human beings change. There is, in fact, not much
point in writing a novel unless you can show the possibility of moral
transformation, or an increase in wisdom, operating in your chief character or
characters. Even trashy bestsellers show people changing. When a fictional work
fails to show change, when it merely indicates that human character is set, stony,
unregenerable, then you are out of the field of the novel and into that of the fable
or the allegory. The American or Kubrickian Orange is a fable; the British or
world one is a novel. (viii)
As Burgess discusses, the meaning of the novel is changed even on the level of form
when the final chapter is neglected, and most importantly for my point, the underlying
meaning and symbolism of the Nadsat rebellion is changed as well. All adaptations
follow almost exactly the first twenty chapters that Burgess originally presented, but a
maelstrom of creative conflict surrounds the final chapter. The changes made to the final
chapter completely alter the meaning of the events of the novel and, subsequently, the
social statement concerning youth subcultures in general. I will, therefore, also consider
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the potential value of deviance and rebellion in the two major offshoots of Burgess'
novel- the previously discussed American edition and Kubrick's film adaptation- in
addition to discussing the nature of the final chapter in the original text. These later
editions will be considered because of the dichotomy they create concerning the value of
a rebellion by and for youth. The American editions challenge the original story's view
of the pointlessness of rebellion by the emergent youth subcultures. While the American
novel and the film adaptation illustrate youth deviance entirely through a positive
narration, the twenty-first chapter of Burgess' edition of A Clockwork Orange devalues
the success of youth's subcultures and their rebellion.
The Nadsats are denied agency and their rebellion is denied meaning in subtle
ways throughout Burgess' A Clockwork Orange, but the events of the final chapter
constitute the largest and most obvious attack on the value of their rebellion. Most
importantly, the final chapter shows that the Nadsats are eventually conquered by the
dominant police and government. According to Alex in the twenty-first chapter:
There were these patrol cars with brutal rozzes inside them cruising about, and
now and then on the corner you would viddy a couple of very young millicents
stamping against the bitchy cold and letting out steam breath on the winter air, 0
my brothers. I suppose really a lot of the old ultra-violence and crasting was
dying out now, the rozzes being so brutal with who they caught, though it had
become like a fight between naughty nadsats and the rozzes who could be more
skorry with the nozh and the britva and the stick and even the gun.54
In this brief passage, Alex notes a major change that has occurred during the course of
the novel. At the beginning, the audience saw a blossoming of uncontrolled anarchy
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appearing by night, when the "rozzes", or police, did not dare to interfere. At the end of
the novel or a little more than two years later, the audience is informed in passing that the
police force has been supplemented and given the authority and power to subdue the
Nadsats and that the Nadsats no longer practice the same level of violence. In fact, their
violence is dying out altogether. Burgess' depiction suggests that the Nadsats' original
method of rebellion has failed, and they can now be molded into "constructive" members
of society, or citizens that represent some positive market value. Instead of performing
the old ultraviolence which was actually hurtful to the economy and community, the
Nadsats congregate at local bars and clubs, spending all of their money on alcohol,
legally available (and therefore taxed) drugs, and clothes. 55
The Nadsats' buying power, much like that of the Teddy Boys', is coveted and
encouraged while the government, through the police force, makes sure that they cease to
exhibit the only parts of their behavior that are actually destructive to the society in which
they live- violence and theft. The Nadsats may still exist at the end of the novel, but the
final chapter clearly illustrates that they are no longer the uncontrollable force of
deviance that they were.
Burgess' dystopic government is not the only organization that undermines the
meaning of the Nadsats' rebellion. As seen in the final chapter, the Nadsats themselves
inevitably choose to grow up and out of their deviance as they become adults, and they
finally conform to the mass culture that they previously resisted so strongly. Their
inevitable submission to society because of maturation renders their rebellion
. meaningless because they fail to accomplish anything lasting through their deviance for
themselves or for the society in which they live. Their violence is a mere impulse
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common to youth; it is natural and therefore meaningless. In Burgess' final chapter, the
triumphant success of Alex over the forces that would control him is negated as Alex
himself denies the destructiveness of youth and begins to reflect a desire to create that is
directly linked to maturity in this novel. Youth itself is portrayed as a series of pointless,
disconnected activities, a trivial game that lacks all meaning. As Alex states,
youth is only being in a way like it might be an animal. No, it is not just like
being an animal so much as being like one of these malenky toys you viddy being
sold in the streets, like little chellovecks made out of tin and with a spring inside
and then a winding handle on the outside and you wind it up grrr grrr grrr and off
it itties, like walking. 56
Here, Alex presents youth as a seemingly subhuman state in which the person neither
thinks .nor acts as a human but rather as a machine. By explaining away the complicated
process of mental growth and development in this way, Burgess' final chapter is
suggesting that the Nadsats and youth in general are typically incapable of understanding
any greater ideas like the philosophy of morality or the purpose of rebell ion. Rather, they
are acting based on hormones, on the desire to gain power that they don't deserve, and
out of a strange mechanical urge to destroy. Youth becomes a cheap imitation of
humanity, and because of the final chapter, the potential accomplishments that the
Nadsats could have claimed- which will be discussed later in this essay- are ultimately
negated by the fact that the Nadsats themselves, with no outside pressure or guidance,
ultimately accept their place in society and quietly conform to the set standards of the
society in which they live.
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Their own collapse into conformity as they become adults illustrates that the
adolescent Nadsats were struggling to gain power and notice in a world where their
power and autonomy was limited by their age. Hebdige directly discusses the
relationship that exists between adolescents and the power represented by adulthood:
When adolescents, most particularly when disaffected inner city and unemployed
adolescents resort to violence-symbolic and actual violence- they are playing
with the only power at their disposal- the power to discomfit, the power ... to pose
a threat. Far from abandoning good sense, they are acting in accordance with a
logic which is manifest, that as a condition of their entry into the adult domain,
the field of public debate, the place where real things really happen, they must
break the laws ... They must challenge the symbolic order which guarantees their
subordination by nominating them 'children,' 'youngsters,' 'young folk. ' 57
Hebdige notes here that young people are not simply rebelling against the economic
oppression that plagues their social class; they are also rebelling against their anonymity
as members of the marginalized, those outside of the dominant cultural standard. They
lack the power of adulthood, and their violence and aggression is an attempt to physically
assert dominance in a system that continues to regard them as children. Nadsat deviance
does seem to be successful by appearing to undermine the accepted behavioral codes of
their society, but Burgess' final chapter shows that the Nadsats lose interest as soon as
they become empowered adults. Having finally become adults with legal rights, the
Nadsats are content to join the masses and lose all sense of rebellion to the very force that
they struggled against. As adults, they do not continue to struggle against inequalities
within a social system that serves to oppress them as members of the lower class. By
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choosing to accept the illusion of adult power in a submissive and subjugated class, the
Nadsats' rebellion has achieved nothing. They have not changed the society in which
they live, and they have not gained more power or status by their illegal and destructive
activities.
Also, the Nadsats' ignorance of the consequences of their economic actions and
philosophies serves as an underlying criticism against them in Burgess' novel. They fail
to realize that they are, through their excessive spending on meaningless trinkets,
financially supporting the social system that will keep them in the lowest classes for the
rest of their lives. The Nadsats' style, clothing, speech, and attitude are silent symbols
that they force upon the rest of society; these elements are symbols of a youth rebellion
against their parents and parent culture. However, style cannot hurt the passersby, the
government, or the economy. Rather, only the Nadsats' wanton violence, theft, and other
physically aggressive criminal activities were causing problems for the dominant
culture-their parents, the higher classes, and the government. As previously seen, the
government culled the Nadsat's violence by the use of excessive police brutality, and by
declawing the Nadsats in this way, the government actually created a market that could
be entirely useful to the current economic and social systems. In other words, by the end
of the novel, Burgess makes it clear that the Nadsats have made no lasting change in their
society outside of creating a new market, which is allowed because it benefits the rich
and works to continue the current class structure that appears in the novel. The Nadsats
still need to purchase their clothing and accessories to perform an identity that
superficially separates them from the norm, but their consumer mentality and purchasing
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only serves to perpetuate the new market that they created when they began to relate
identity to material goods.
Alternative clothing did allow the Nadsats' deviance to be noticed immediately,
but this adoption of new fashion did not actually undermine society; it did not create a
true sense of individuality; nor did it help the Nadsats to create a new socio-cultural
hegemony that they themselves could command. Instead, their inadvertent
commodification of style created a new consumer market that directly supported the
capitalist ideologies and class structures already in place. Moreover, this new youth
market enabled corporate executives and other financial elites to commodify youth in
turn. Consequently, what looks like an expression of individuality and freedom ends up
being a form of servitude. The Nadsats, in spending their ill-gotten financial resources in
such frivolous ways, were actually supporting the consumeri st ideologies and
conventional class structures already in place in their culture. By spending their profits
entirely on clothing, accessories, and "going out," the Nadsats were not actually changing
their station in life or even escaping from their working class surroundings. Their entire
subculture symbolizes deviance against parents and what may be considered a system of
oppression, but the Nadsats must have been unaware that their actions as consumers were
undermining their ability to change their circumstances through their deviance. On the
surface, they appear to deviate with success from the members of their "parent" culture as
well as the upper classes. They did not, however, actually change or even make a lasting
negative impact on the society in which they exist, nor are they achieving a true sense of
identity. They are only creating a market niche reliant on popular culture whose proceeds
go to those who own the means of production. By actively accepting and participating in
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both ofthese roles, the Nadsats are only confirming and supporting the existence of the
capitalist ideologies and economic oppression of their society instead of changing it.
Although Burgess embraces an interesting perspective on youth subcultures by
creating a narrator that aspires to high culture ideals, the author fails to find any positive
aspect of creative possibility within Nadsat culture. All of their actions demonstrate
conformity, ignorance, and extreme, vicious violence. Ultimately, the Nadsats, as
individuals and as a subculture in Burgess' dystopia, have no redeeming characteristics;
indeed, Burgess does not choose to depict any of the creative potential or positive
attributes ofyouth. Considering the implications of Burgess' novel, the Nadsats'
deviance cannot be validated because they fail to actually make a change or do something
new and creative. However, by failing to recognize the wider possibilities or impacts of
the Nadsats, Burgess's didactic novel fails to acknowledge the actual changes heralded
by the Teddy Boys and the possibilities that the Nadsats themselves exhibit. Although
Burgess' novel denies that the rebellion of the Nadsats is in any way meaningful, the
American versions of the novel- the abbreviated 1963 edition and the film adaptationinstead see the potential of the rebellion of youth to create lasting changes in society.
The changes in plot that occur in the American versions of A Clockwork Orange
create different perceptions of the Nadsat subculture and their rebellion than those offered
by Burgess' novel. While Burgess' work suggests that the rebellion of youth yields
nothing and as such is meaningless, both of the American adaptations' endings exhibit a
glorification of the Nadsats' power and violence and, more importantly, the success of
their deviance. In the novel, Alex closes the twentieth chapter by stating,
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Oh, it was gorgeosity and yumyumyum. When it came to the Scherzo I could
viddy myself very clear running and running on like very light and mysterious
nogas, carving the whole litso ofthe creeching world with my cut-throat britva.
And there was the slow movement and the lovely last singing movement still to
come. I was cured all right. 58
Similarly, the last scene of the film shows Alex in the throes of carnal ecstasy,
surrounded by applauding gentlemen and ladies in formal attire, as a voice-over states, " I
was cured all right" (Kubrick). By simply omitting the final chapter of the original novel,
the American versions both culminate with the protagonist reveling in the ultraviolence
that he will inflict upon the unsuspecting world yet again, and subsequently, Alex
remains unconquered by the government, morality, time, and age. Both the film and the
abridged novel close prior to the revelations that emerge in the final chapter of the
original novel, and so the audience remains unaware of the developments of police
brutality, the changes in the Nadsat subculture, and the growth of Alex's character.
Instead, the penultimate scene depicts the government being forced to return Alex to his
original state; they are forced to both acknowledge the Nadsats and to support their
subculture.
In the American edition of the novel, the political activists note that the people
"are on fire with indignation" and that Alex's attempted suicide has "killed those horrible
boastful villain's chances ofre-election." 59 The media storm surrounding Alex's
attempted suicide is noted as follows:
Then one of these three seemed to hold out a lot of bits cut from gazettas and
what I could viddy was a horrible picture of me all krovvy on a stretcher being
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carried off and I seemed to like remember a kind of popping of lights which must
have been photographer vecks. Out of one glazz I could read like headlines
which were sort of trembling in the rooker of the chelloveck that held them, like
BOY VICTIM OF CRIMINAL REFORM SCHEME and GOVERNMENT AS
MURDERER and then there was a like picture of a veck that looked familiar to
me and it said OUT OUT OUT, and that would be the Minister of the Inferior or
Interior. 60
The media, then, began to air Alex 's story after hi s attempted suicide, and the masses
came to his defense, demanding that the government make changes. The government had
to change their policies concerning adolescents in order to stay in power; they would not
be re-elected if they could not satisfy the demands ofthe public concerning Alex ' s
"reformation." The American versions of the story end with this glorification of youth's
power and explicitly illustrates that the youth's rebellion has lasting consequences, as the
youth are physically and culturally empowered by the changes. The government fails to
gain control over Alex and the rest of the Nadsats, and he is ultimately rewarded for his
murders, rapes, and violence with the return of freedom, money, and status through his
new job and the reversal of the procedure that limited his free will.
The government is not the only power that must bow to Alex 's superiority.
Symbolically, Alex's parents must also accept hi s new authority and control over them,
as demonstrated in the following passage:
' I' ll think about it real careful.. .Go away now. I'll think about coming back. But
things will have to be very different. '
' Yes, son,' said my pee. ' Anything you say. '
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'You' ll have to make up your mind,' I said, 'who's to be boss. ' 61
Here we see the triumph of youth as it gains the power to denigrate parents, age, and
maturity. This scene does not just reflect Alex's personal development or situation; it is
both symbolic and directly representational ofthe entire Nadsat community as well.
Instead of coming to a new understandi ng of the process of life or developing and
growing as a character, Alex is released to complete freedom without responsibility; he is
empowered over all previously extant social structures, and the story reflects only a
glorification of the power of youth over age. The American Alex manages to actually
change the society in which he exists because, unlike the original, he gains a real and
lasting power over those who previously had authority in his life.
Youth subcultures, from their conception, have sought to shock, to be noticed, to be taken
seriously, and to make a change for themselves within the broader spectrum of their
society. However, by choosing to commodify their style, these working class youth
failed to create lasting changes in the power dynamic that exists between themselves and
adults. Youth subcultures like the Nadsats and Teddy Boys supported the very social and
economic systems against which they rebelled. Burgess' novel encapsulates the
hypocri sy ofNadsat and youth subculture actions by reflecting these truths in Alex's
ultimate maturation. In the first chapter, I discussed the nature of the real and fictional
rebellions of youth subcultures at the time of A Clockwork Orange's publication. In the
second chapter, I sought to determine if there was meaning in the senseless and heinous
violence that is acted out by Alex and his peers on helpless citizens in the original novel,
the abridged novel, and film adaptation. Kubrick and Burgess clearly differed in their
perception of youth cultures and their meaning as well as in the meaning and value of

46
rebellion. Although all real rebellions have value and meaning, even ifthey are
performed on the level of style, the rebellions that exist within literature and film are
more subjective and are designed to illustrate a specific topic explicitly for an audience.
In Burgess' original work, Alex himself clearly denigrates all that was achieved by
himself and his droogs beforehand when he matures and notes that he and his peers
achieved nothing. In the later adaptations of the original, however, Alex' s rebellion was
a meaningful expression of the attempt of youth to gain power over a social system that
sought to oppress them. They achieved an actual change in the power structures in their
lives, and in doing so, they created a change that is tangible and real.
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CHAPTER IV
CONCLUSION
This thesis has sought to address an interdisciplinary area of criticism that has
been ignored by literary critics. Although the themes of morality, musicology, and
language have been addressed, political and sociological aspects of this book are largely
undefined. To address and fill this void in the extant criticism, I have discussed the
correlations between major social and political movements and the development of
deviant youth subcultures in my chapters. The connection between the Teddy Boys and
the Nadsats has been frequently mentioned, but I create a new discourse by analyzing the
socio-political nature of their emergence in the 1950s as well as the impact that both of
these groups had on both economics and mass culture. By opening these topics, I believe
that further research and study can be performed to increase awareness and understanding
of the complex issues that this novel addresses.
In the first chapter, I demonstrated the nature of the relationship between youth
and deviance as well as the development of this relationship into the youth subcultures
that served as a foundation for A Clockwork Orange . Before the 1950s, there were no
"spectacular" youth subcultures that were able to immediately differentiate themselves
from the expectations of their parents and the rigid class system that existed in England.
They were immediately recognizable because they adopted of new styles of clothing and
dialect that imitated Edwardian gentleman ofthe elite class, and they regularly engaged
in acts of violence that repeatedly made the headlines of all the major papers. In a
phenomenal new form of deviance, the Teddy Boys created a silent rebellion that
depended on a material divergence from socially accepted actions and behaviors. Thi s
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divergence from accepted styles and behaviors may seem like a marginal attempt to
differentiate themselves from the majority, but these youth subcultures' styles were
actually unavoidable expressions of ideology. These youth assaulted every person who
saw them without even having to lift a sign or say a word. Anthony Burgess, seeing that
the Teddy Boys were a new social phenomenon who were actively causing a media
panic, used this subculture as the foundation for a highly deviant youth subculture known
as the Nadsats in his text A Clockwork Orange. These two subcultures, the real and the
fictitious, share common goals and aspirations. Both attempt to deviate from the social
expectations of their families and society by adopting flamboyant fashions and dialects.
This also allowed them to gain attention from their parents, the media, and their peers.
Although they considered themselves to be social deviants who were adopting a new
sense of identity outside of the rigid system that they grew up in, both of these groups
were reenacting the expectations of their societies within their subcultures. The groups
were strictly dominated by young, Caucasian men who did not recognize or accept those
of any other race or gender. Like Great Britain, their system was created to uphold the
Caucasian male as a member of the empowered social class and structure. While seeking
individuality and identity, then, the Teddy Boys only furthered the progression of mass
culture through their identical consumerism and their reaffirmation of the current social
structure.
This first chapter demonstrated a subject that has not been discussed in detail
prior to this thesis. Although the development of youth subcultures and the Teddy Boys
in particular have been discussed by sociologists and hi storians like Dick Hebdige, the
Nadsats had not been previously discussion in terms of their historical connections to
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society. Although this fictional youth subculture had been frequently connected to the
Teddy Boys in criticism before, the Nadsats have never been extensively considered in
terms of the sociological theories of deviance that emerged mainly during the 1970s. An
analysis of this nature provides readers with a new understanding of the sociological
importance of the emergence of youth subcultures. During a time ofunprecedented
economic prosperity that began in the 1950s, expectations of youth and the structures of
class were beginning to change, and these changes, including the development of mass
culture, are recorded in Anthony Burgess' A Clockwork Orange. Although disregarded
for the heinous crimes committed in graphic detail by the narrator, Alex, this book
actually relates the development of one of the major social phenomena of the twentieth
century.
The second chapter extends the conclusions drawn from my first chapter to the
larger concerns of mass culture and society. While the first chapter emphasized that the
development of deviance aided youth subcultures in creating a sensation, albeit a false
sensation, of an identity that was separate from their parents and societal expectations,
the second chapter focuses on the effects that the youths' commodification of clothing
material goods had on the larger socio-economic structure of England during this time.
Because the youth relied on certain styles to define their identity, they began to
commodify certain goods and materials, which in turn created a teenage market among
the working class youth that had not existed before. This market represented a change in
consumer powers, and the youth subcu ltures, which had once been reviled by the
dominant culture as " hoodlums," were now accepted as a reliable source of income and
profit for shop owners, merchants, and subsequently, the government, who requ ired taxes
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of the businesses' revenue. Although youth subcultures saw their actions as a form of
defiance against the social system in which they existed, they were actually financially
supporting the institution that they fought so hard against buy constantly investing in
clothing. As discussed in the first chapter, individuals had to invest and dress in the latest
styles in order to be recognized as members of the subculture. Because of this, massive
amounts of money were suddenly being spent by all youth in order to maintain status and
acceptance within their subculture. New subcultures-like the mods, beats, glam
rockers, etc- were emerging almost constantly. Combined, these profits formed a new
market that caused the teenagers to become commodified as a source of reliable profit
and revenue.
This chapter addresses a new interdisciplinary approach to the literature. Using
theories of socio-economics, I analyze the changes occurring in society with the
emergence of the Teddy Boys, and, subsequently, the Nadsats. The economic boom that
occurred in 195 1 in postwar England allowed unexpected changes to occur; consumer
powers shifted and new markets were created because of a new demand for luxury
products like televisions and clothing. The changes made in the 1950s and 60s by the
youth subcultures' commodification of clothing and goods furthered the development of
mass culture and created the commodification of a teenage popular culture that has
continued to grow and expand. By addressing this new perspective in A Clockwork

Orange, readers may better understand the relationship that the novel holds with the
contemporary events occurring immediately prior to and during the time of authorship
and publication. This novel is not excessive or extreme; it is a dystopia founded on a
cataclysmic change in the rigid class structures of an actual society.
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This thesis has sought to develop a new critical analysis and to encourage further
commentary on a frequently neglected book. Anthony Burgess' A Clockwork Orange,
although thoroughly discussed in terms of its novelty, language, or film adaptation, has
failed to be considered in terms of many of the new modes of critical thought. Due to
sporadic critical attention, many of the novel's more obvious components have already
been discussed in detail; however, this text incorporates rich symbolism because of its
close connections to contemporary events that have not been adequately analyzed.
Further research may provide answers for the many facets of this novel that have been
left unaddressed thus far. For example, this text has been discussed only marginally in
terms of the writings of Michel Foucault and others major figures whose works have been
used to provide further insight into complex texts. Just as the philosophies of major
figures have not been explored, interdisciplinary approaches to this novel are completely
unavailable. Philosophically, the novel has garnered some attention due to its debate
concerning free will versus social control, but questions concerning the morality of the
elite classes in developing a strict social hegemony, utilitarianism, and reformation have
been largely ignored by scholars. Politically, the form and policies of the government
within the novel have been completely neglected unless in relation to Alex and the
Ludovico Technique. The actions of the government in mandating employment,
sanctioning police brutality, marginalizing non-Caucasian ethnicities, subjugating and
dominating women, and directly attacking political offenders have been left untouched,
despite the fact that these issues are directly connected to the occurrences of the 50s and
60s. Sociologically, I have now opened the discourse of the novel in terms of youth
subcultures and deviance, and while the topic of deviance still requires further attention
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and discourse, theories concerning adults' actions and the elite, high, and low classes still
require debate. This thesis analyzed both the reasons behind the deviance of youth
subcultures and the consequences to mass cultures that these youth subcultures caused.
However, the changes that were occurring simultaneously in all of the class structures as
well as the slightly increased social mobility that occurred in response to the rise of mass
culture and the deviance of the youth has yet to be explored in detail. The philosophical,
political, and sociological aspects of the novel itself may be directly compared and
contrasted to Great Britain during the 1950s because of the relationship that this dystopia
holds to the youth subcultures and government policies of Great Britain during this time.
The discussion of socio-economic and socio-cultural issues presented in my thesis
demonstrates a new interpretation of A Clockwork Orange, and in turn, this new
interpretation opens other original topics that should be discussed in order to further
address the complexities of a novel that has been too long disregarded.
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